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Triples: Harry Dodge, Evan Holloway, Peter Shelton 
 
28th May 2016 - 3rd July 2016 
The approach, London 
 
Proposed by Evan Holloway 
 
In an age when the virtual is often privileged over the actual, the works by Harry Dodge (b. 1966), Evan 
Holloway (b. 1967) and Peter Shelton (b. 1951) make a case for the delight in object-making as opposed 
to conceptual and de-materialised art. Since the 1990s, Holloway has advocated for an “analogue counter-
revolution” through his commitment to the material experience of objects as the primary site of art 
practice. The physical object stubbornly occupies space and can only be experienced by proximity. 
Although the three artists emerged from slightly different worlds at different times, their practice shares 
the importance of building a corporeal relationship between the artwork and the viewer.  This space 
becomes a site for engaging ideas about time passing, being physically human, and the pleasure of 
experiencing materials holding space. 
 
Shelton’s weighty Ironlongbag from the late 1980s is scaled to the body and made manifest by the 
visitor’s motion in space, in what the artist calls a “tight-fitting architecture.” The work occupies a realm 
between abstraction and figuration; where it functions not as a depiction, but clearly speaks to bodily 
empathies. Ironlongbag recalls art historian Briony Fer’s description of Eva Hesse’s visceral works, 
where an abstract semisphere, albeit a material substitution, is more like a breast than a picture of a breast 
could ever be. The Ironlongbag, a soft vessel or a solid organ, resembles the body not in an 
anthropomorphic way, but in how it occupies space with the mass and weight of its voluptuous form. The 
work presents a juxtaposition between the physical weight of the bodily form and the existential lightness 
of what it means to be a body. 
 
The metal joint of Holloway’s Faces (described by the artist as an elbow), functions not only as a support 
for the plaster appendages, but recognises the human body as a set of possibilities for the engineering of 
sculptures. As in Shelton’s work, the formalist steel structure nods to abstraction, whilst making reference 
to the human figure. Wheel features pigs’ trotters arranged on a set of spokes. Some touch the floor, 
performing as supports, while others reach out to the viewer as if beckoning or threatening. Reminiscent 
of the Orwellian metaphor in Animal Farm, this work might induce a self-reflexive awareness of our own 
savage or barbarian animality, even down to our beast-like appendages. 
 
Dodge’s Emergency Weapons, made in response to the USA Patriot Act of the early 2000s, appear as 
desperate, whimsical extensions of the human body. During a short time period, the artist’s daily practice 
was supplanted by the compulsive construction of an urgent, scrappy armoury. The tool or weapon, as the 
most archaic form of prosthetics, is a supplement to our hands, allowing them to exceed our 
corporeal boundaries. In the face of an ever-present politics of fear, Dodge’s weapons offer a combination 
of wit, paranoia and comic resolve. 
 
Classical sculptural materials such as iron or bronze are juxtaposed with ordinary materials and found 
objects in this exhibition, where the makeshift meets a polished finish reminiscent of industrial 
manufacture. Holloway’s sculptures include hand-made plaster faces, pigs feet, and stacks of heads, 
which are treated like found objects incorporated into formalist structures. Dodge’s weapons were each 
made in under five minutes and with items found at his house – rusty nails, broom handles, butter tins, 
paper cups. The resulting contraptions are dirty, brutal, humorous, pathetic and decisive, recalling 
freakish, beggarly hand-tools. 
 


